The wondrous (Baroque) gender revolution, or the rise and fall of the empire of fairies
Walter Benjamin makes evident the substantive dilemma that lies behind the obvious tension between D'Ors and Maravall'sa pproachestothe Baroque. Benjamin advocates the necessityofatransdisciplinary study of the Baroque, capable of critically surmounting the historical and epistemological constraints imposed on artworks by botht he philosophyo fa rt and the history of art.I nh is view,aesthetic concepts such as "Renaissance" or "Baroque" do not aim at making "the similar identical," but "they effect as ynthesis between extremes."¹⁰ This sort of aestheticconcepts thus aim at abstracting rules to assess individual artworks by comparingt hem to the "outstanding representatives" (hervorragender Vertreter)ofeach genre or epoch, which supposedlyset in the aesthetic "laws of art" (Kunstgesetze)w hich apply to each and every work.¹¹ On this basis Benjamin claims that,f rom ac onceptual perspective,h istoricalt ypesa nd epochs risk to dissolve the aesthetic structureso rf orms of the artwork by denying their "irreducible multiplicity" (unreduzierbare Vielheit) for the sake of an illusory unity of art.¹² Deleuze overcomes the epistemologicalp erplexities around the definition of the Baroque that Benjamin pointed out.F or the purposes of this essay, I will endorse Deleuze'sr eadingo ft he Baroque not as an "essence," but as an "operative function" (fonctionopératoire)or"trait" in the historical development of Western thought.¹³ Deleuze considers the Baroque as at rope which can be used to designateacurrent of thought that,r adiatingt hrough time, has expressed an "attempt to reconstitute aclassicalreason" by dividing the divergences in our reality "into as manyw orlds as possible," and also by transforming incompossibilities -that is, the incapability of jointe xistence of diverging realities -into "as manyp ossible borders between worlds."¹⁴ Id on ot vindicate, of course, anys ort of originality in such at heoretical choice. During the lastt hree decades ag ood number of authors have argued that the general aesthetic trends of the late twentieth and earlytwenty first centuries, instead of being called postmodern, should be more accuratelyl abelled as neobaroque.¹⁵ Imust clarify,however,that though this is undoubtedlyanappealing thesis which has shown itself quite useful for understandingt he basic traits of our present cultural landscape, Ia mn ot interested in exploring the recurrence of baroque aesthetic patterns, but rather in delving into the permanence -coterminous with the development of modernity -of what William Egginton has compellinglycalled the baroque "problem of thought."¹⁶ Thisproblem refers to the culturalc ontinuity of the Baroque'so bsession with discerningp aths of truthful knowledge among "the ephemeral and deceptive appearances" of the world we live in, that is to say, "the reduction of whatever differencee xists between those appearances and the world as it is."¹⁷ Ap roblem of thoughti sn ot simplyaphilosophicalp roblem. Problems of thought, accordingtoEgginton, affect or unsettle "an entire cultureinthe largest possibles ense, that permeates its very foundations and finds expression in its plastic art,inits stories and performances,inits philosophyaswellasinits social organization and politics."¹⁸ Iw ill thereforec laim that some traits of our modernc onceptions of justicea nd social order are rooted in baroque political realities,c oncepts and controversies.¹⁹ There is as pecificallyb aroque wayo f being modernt hat has unfoldedf rom the seventeenth centuryt ot he present in some regions of world (for example, in Latin America²⁰)a nd, beyond those regions,i nsome particularp olitical matters (such as gender roles). In this sense, the permanence of the Baroque as aproblem of thoughtisremarkablyevident in the literary fairy tales that werepublished in France between the last decade of the seventeenth century and the first decade of the eighteenth centurythat is, the marvelous stories which are historicallys ituated at the basis of the institutionalization of the fairy tale as aliterary genre -,whose culturalinfluence has stretched to our days mainlyt hrough the works of Charles Perrault .²¹ Lewis C. Seifert has adequatelyc ategorized fairy tales as one of "the most marginal and the most central of all cultural forms."²² While, on the one hand, fairy tales are hardlyt aken seriously nowadays by the wide public (and as ubstantial number of academics and critics) because as eries of widespread prejudices holdt hem as somewhat simplistic, preposterous and childish narratives; on the other hand, fairy tales are alsop owerful normative narrativest o the extent in which they establish social and cultural patterns of personal initiation, becominga nd maturity.F airy tales are no strangers to the symbolicf orce of myths,²³ which are in turn foundational elements of what Robert Cover calls nomos (after the Greek word νόμος,m eaning "convention,"" custom" or "law"), that is, the narrative universe of norms we live in or,i no ther terms, the discursive site wherew ec onstantlyd efine, negotiate and resist the notions of right and wrong, lawful and unlawful, just and unjust. "This nomos," writes Cover, "is as much 'our world' as is the physical universe of mass, energy,a nd momentum."²⁴ Itsc onstitutive narrativesa re resources in signification that enable us to carry out diverse normative actions: for example, "to submit,r ejoice, struggle, pervert,m ock,d isgrace, humiliate, or dignify."²⁵ The construction of meaningw ithin the domain of nomos depends heavily on storytelling.I nt his sense, fairy tales are sources of law.²⁶ Desmond Manderson has neatlyexpressed the importance of narrativesf or the settlement of normative orderswhen he observes that while "[s]tories do not prescribe behaviour" as "they do not laydown laws for us," they instead "inscribe behaviour" as "they  Lewis Carl Seifert identifies two major "waves" or "vogues" of publication of fairy tales from  to ,the first extendinguntil  and the second from  to .See FairyT ales, Sexuality,and Gender in France  -, .Jack Zipes establishes aslightlydifferent periodization of the French fairy-tale vogue: a) the experimental salon fairy tale,  -;b )t he Oriental tale,  -;a nd c) the conventional and comical fairy tale,  -. The Wondrous Gender Revolution, or the Risea nd Fall of the Empireo fF airies layd own ways of being in us."²⁷ Regardless the hegemonic disenchantment of Western culture, we are still prone to become the kind of persons that fairy tales teach us to be: bold or obedient,courteous or clever, generous or cautious. Fairy tales mayhavebeen graduallyr educed from offshoots of the sacredm yths to nursery trifles and amusing lies, but such trifles and lies continue to rule our livest oday. Literaryf airy tales, contrarilyt ot he common belief, were not first and originallyc reated for children. It was not until the late eighteentha nd earlyn ineteenth centuries that fairy tales werep ublishedf or children, and even then they weref requentlyc onsidered unsuitable for the youngest members of the elites because of their "coarse" roots in the folklore of the lower classes.²⁸ In seventeenth-centuryF rance, these stories werei ntended for adultr eaders.T he works of the first generation of French conteurs and conteuses -Marie-Catherine d'Aulnoy,Charles Perrault,Catherine Bernard, Marie-Jeanne L'Héritier de Villandon, Henriette-Julie de Murat or Charlotte-Rose Caumont de la Forcea mong manyo thers²⁹-were actuallyw ritten and enjoyed in worldlya ristocrats alons. The literaryfairy tales (contes de fées)wereprimarilyaform of social amusement within the courtlysociety which consisted in diverting and playing with am yth, al egend or af olktale until it was transformed into ar eal préciosité,t hati s, a witty and astonishingl ittle piece of literary art.³⁰
The contes de fées thatw en ow retell as bedtime stories for children reflect the aspirations and anxieties of the agei nw hich they werew ritten. This is the obvious point of departure for determiningt he appropriate method to uncover their role in the configuration of contemporary nomoi. The first stageo ft his method,a sE dwardS aid suggests, consists in focusing "as much as possible on individual works,toread them first as great products of the creative or interpretative imagination."³¹ The second staged epends then on showing them as part of the relationship between culturea nd the historical-political context in which they werec reated, because even though authors are not "mechanically determined by ideology, classo re conomic history," they are necessarily "very much in the history of their societies, shapinga nd shaped by that history and their social experience in different measure."³² The languagea nd themesoft he first literary fairy tales hence fluctuateina precarious equilibrium between nostalgia for the fading hegemonyofn obilitywhich found itself increasingly displaced and disenfranchised after the consolidation of Absolutism -,and radical utopian hope of truthful deliverance driving towards adifferent future beyond religious orthodoxy and absolutist politics.³³ In such ac ontext,t he conteurs and conteuses not onlyr eproduced and reinforced the codes and values of correct demeanor and established power that werec urrent in the courtlysociety,but they also incorporated subversive elements of the oral folktales that inspired them or introduced new challenges to the ruling paradigms of behavior and taste.
The primal French literary fairy tales therefore layb are the contradictions of the civilizing processes we have inherited from the Baroque. The fluidity between spatial or conceptual levels or strata (as in the painterlyt echnique of trompe l'oeil)i sw hat distinctivelyc haracterizes them as baroque artworks.³⁴ The early conteurs and counteuses structured their narrativesu pon an aesthetic strategythat José Antonio Maravalldesignated as "the technique of incompleteness" (técnica de lo inacabado).³⁵ AccordingtoMaravall, baroque artists typically drew the recipients of the artwork into it by an illusory depth thatentails apromise of fulfilmentbeyond the surface,always just beyond grasp.³⁶ My intention is to cast some light over the paradoxical form of political agency -which is both privileged in the deployment of imaginative resources and tightlyconstrained by established conventions at the sametime -that results from this aesthetic strategy in order to trace its impact on contemporary Western nomoi.
Ih aved ivided the essayi nt hree sections to achievet his goal. The first section addresses the epistemological problem of baroque representations and its nexus to the merveilleux -considered as ag enre of estranged literature -as a  Said, Cultureand Imperialism,xxii, .Raymond Williams' concept of structures of feelingthat is, the livedexperience of culture and society at aparticular time and place -reverberates in this methodological approach. See Marxism and Literature []( Oxford: OxfordUniversity Press, ), .  Seifert, FairyT ales,S exuality,a nd Gender in France  -,  -.  Egginton, TheT heater of Truth,  -.  Maravall, La Culturad el Barroco,  ff.  Maravall, La Culturad el Barroco,  -.
The Wondrous Gender Revolution, or the Risea nd Fall of the Empireo fF airies means for structuring subversive normative discourses through multiple layers of narrativeand meaning.The second section is focused on the specific subversive narrativestrategies deployedbythe femalewriters who significantlycontributed to the first vogueofliterary fairy tales. The third section brieflytracesthe genealogyofh egemonic genderedc odes of behaviora nd civilité thata re rooted in the fairy tales of Charles Perrault.T his will set the argument to conclude that the time has come for us to retell these stories by exploiting the fairy tales' magic not to simplymake their spellwork out,but rather to unmake some of their(unjust) workings.
Marvellous Knowledge: the (baroque) epistemologyo ff airies
The problem of thought that underlies the Baroque is related to the predicaments of representation. Modern Western epistemologies have been persistentlya nxious about the adequacy of our knowledge in relation to aw orld that we can onlyp erceive through our flaweds enses and understanding.I ti sawellknown fact that,i nthe eighteenth century,Immanuel Kant stirred aCopernican revolution in Western thought against the perplexities of both empiricism (via David Hume) and rationalism (via Gottfried Wilhelm Leibniz) by systematizing an epistemology based upon the acknowledgement of the complex nexus between the perception of the external world (whichprovides us with those things we sense) and ap riori categories of knowledge built in our mind (for example, the forms of time and space, which process the information about the external world prior to its actual perception and organize it in such aw ay that its comprehension is rendered possible to us).³⁷ Kant also maintainedt hatw hatever that comes to our cognition through sensibilityc an onlyb et hought as ar epresentation of things as they appear. On the contrary, things-in-themselves (Dinge an sich)d on ot depend on their appearance to our sensibility.³⁸ Drawing from ancient philosophical terminology, Kant called phenomenon (from the Greek ϕαινόμενος, i. e., 'apparent')a nything that can be apprehended by,o ri sa no bject of, the physical senses³⁹,i no rder to differentiatei tf rom noumenon,t hat is, ap osited object or event as it is known in itself and as it is known to be through pure intellect (νοῦς).⁴⁰ In Kant's view,human beingscan make sense out of phenomena in several ways,but can never directlyknow the noumena.Human minds mayattempt to correlate in useful and (loosely) accurate ways with the order and structure of the various aspects of the universe, but cannota chievea na bsoluteg rasp of "things-in-themselves" (noumena). Nevertheless, humans can actuallyinfer the extent to which thoughts correspond with things-in-themselves( noumena)b yo bserving the manifestations of those thingst hat can be sensed (phenomena).⁴¹ Kant thus set up the modern distinctionbetween appearancesand the things they represent.The Baroque aesthetic style, in contrast,d eniest his distinction, relying instead on ap layful intertwinement and confrontation of appearances. Heinrich Wölfflin,for example, characterizes what he calls the malerisch (a German term which can be translateda s' painterly' or 'picturesque')s tyle in baroque architecture in the following way: "the severe style of architecture makes its effect by what it is or its corporeal substance; while painterly [ baroque] architecture acts through what it appears to be: an illusion of movement."⁴² In other words, by blurrings paces and contours for creatingacinematic impression, the malerisch style merges the represented object with its representation. Walter Benjamin similarlydefines baroque allegories not as ac onventional representation of some expression, but as an expression of convention (Ausdruck der Konvention).⁴³ This means that convention -which is an artificial and formal usagei ni tself -is signified or expressed in baroque allegories. Baroque representations are hence open to embodyother representations, as reflections in infinity mirrors.
The problem of thought enclosed in this aesthetics tyle can be dissected in two epistemological postulates that William Egginton has configured as major and minor baroque strategies.The major baroque strategy,according to Egginton, "assumes the existenceofaveil of appearances,and then suggests the possibility of as paceo pening just beyond those appearancesw heret ruth resides."⁴⁴ In painting and architecture this strategycorresponds to the baroque techniques of trompe l'oeil,a namorphosis or malerisch. This primary structure of baroque representation -which proved to be extremelyuseful for reinforcing the interests The Wondrous Gender Revolution, or the Risea nd Fall of the Empireo fF airies of the ruling classes at the height of the historical Baroque⁴⁵ -is, however,all the same open to subversive possibilities. The minorbaroque strategy indeed radicalizes the major strategy by ironicallya ffirming representation as the onlyr eality in order to "remind us thatw ea re always,a ta ny level, involved with mediation."⁴⁶ Egginton drawso ur attention to ac ouple of masterworks of the Spanish GoldenC entury of baroque literature to demonstrate the interplayb etween both strategies:o nt he one hand, Fuente Ovejuna,aplayb yF élix Lope de Vega, to illustrate the major strategy;onthe other hand, an entremés (interlude) titled El Retablo de las Maravillas (TheStage of Wonders), by Miguel de Cervantes Saavedra, to illustrate the minor strategy.⁴⁷ Fuente Ovejuna -which was first publishedinMadrid in 1619-is basedupon an actual historical incident. Fernán Gómez de Guzmán -ac ommander (comendador)o ft he Order of Calatravagrievouslym istreated the residents of Fuente Ovejuna, who banded together and killed him around 1476. In LopedeV ega'stheatrical script,when the villagers rise up against Gómezd eG uzmán,t hey do so in the name of the honor of both men and women after he rapesapeasant woman and tries to impose his jus primae noctis on another on her weddingn ight.⁴⁸ When am agistrate sent by King Ferdinand II of Aragon arrivesa tt he village to investigate, the villagers, even under the paino ft orture, respond to the question "Who killed the commander?" onlyb ys aying "Fuente Ovejuna did it."⁴⁹ AccordingtoEgginton, within the context of HapsburgSpain, the spectators would certainlyk now they werew atchingaplay, but it could not escape them that they too werec ommoners.⁵⁰ If the commoners in the playh ad honor,  Maravall, La Culturad el Barroco,  -.  Egginton, The Theater of Truth, .E gginton acknowledgest hat this conceptual category is indebted to Gilles Deleuze and Félix Guattari'st heorization of am inor literature, which is defined by the "deterritorialization" of amajor languagebyusingitfromamarginalized or minoritarian position. See Kafka: Pour une LittératureM ineure (Paris:M inuit, )  ff.  Egginton, TheT heater of Truth,  -.  This is how Lucrecia, one of the women whoG ómez de Guzmán tried to force,c alls other women to take part in the popular uprising: "¿Seráb ien que solos ellos /d ee sta hazaña el honor gocen, /p ues no son de las mujeres/sus agravios los menores?" (Is it appropriatet hat onlym en /e njoy the honor of this feat /i fw omen'sg rievances/aren ot inconsiderable?) Félix Lope de Vega, Fuente Ovejuna [], in El Caballerod eO lmedo yF uente Ovejuna,e ds. Antonio PrietoyM aria Grazia Profeti (Barcelona: RBA Editores, ) . -.T he term jus primae noctis referst ot he medievalc ustom that allegedlya llowed the feudal lordt o sharet he wedding bed with his dependent peasants' brides.  Lope de Vega, Fuente Ovejuna, . -.  Egginton, TheT heater of Truth, .
then the spectators should alsop articipate in this moral trait.I no ther words, the playi ntends to stage, behind the appearances of theatrical representation, the supposed realities of the honor of the commoners.The playw as colored in this wayb yaseries of normative (moral, political and legal) assumptions that provided the commoners who attended the theater the illusory gratification of perceiving themselvesa ss ubjects of rights or protections against the land-owning elites.
Fuente Ovejuna thus deploys the basic structure of baroque representation. This is not,however,the entire story.The minor baroque strategy, rather than acceptingthe presupposition of two opposing levels -arepresentation (or appearance) and areality independent of thatrepresentation -undermines our ability to make this distinction in the first place.⁵¹ In Cervantes' El Retablo de las Maravillas,for example, two swindlers -the manChanfalla and the woman Chirinos -,persuade the authorities of avillaget olet them put on apaidperformance of their marvelous puppet show as part of awedding celebration.⁵² Chanfalla warns the people, however,t hat in order to see his wonderful show they must have been born within the bounds of marriage (thereforee xcludingb astards) and be Old Christians (that is, cristianos viejos,w hich means that they must have no trace of Jewish or Muslim blood in their ancestry).⁵³
The performance consists merelyofthe verbal evocationbythe tricksters of as uccession of wondrous appearances,s ince they have no puppets at all. The villagers, ashamed at seeing nothing and fearfulo fb etraying themselvest ob e New Christians,atfirst pretend that they see the various acts. Soon it is evident, however,that they delude themselvesinto believing thatthey do see the wonders that Chanfalla and Chirinos describe.⁵⁴ Aq uartermastert hen arrivesa nd,a fter demanding -as is his legal right -that the commoners give up their homes for the king'st roupes,h eo penlyc onfesses thath ec annot seet he show.⁵⁵ The spell of the swindlers' fiction, unfortunately,i sn ot broken by this intruder,f or the villagers immediatelya ccuse him of being "ex illis" (that is, "from them," meaning that he is ab astard or has Jewish or Moorish blood).⁵⁶ The entremés ends with the enraged quartermaster stabbingt he villagers and Chanfalla and Chirinos congratulating each other on the success of their deception. 
The Wondrous Gender Revolution, or the Risea nd Fallo ft he Empireo fF airies
The major strategyposits aseparation between ar epresentation and the reality hiddenbehind it in order to smuggle certain presuppositions into yetanother representation that it willtry to present as reality itself. The minor strategy, on the contrary,i ronicallya ffirmsr epresentation as the onlyr eality.⁵⁷ Usingt he major strategy, Loped eV ega surreptitiouslyi ntroduces the claim to honor among commoners into the realities that Fuente Ovejuna pretends to represent. Cervantes, in contrast,forced the commoners who watched his entremés to confront the reality of their honor as nothing but aplaythey wereputting on for one another.When the villagers try to import the honor and purity they werer epresenting to one another into the real world of the soldiers' demands on their homes, theirs o-called honor gott reated like the fantasy it reallyw as.T he minor strategy,a sE gginton notes,h ence focuses on the concrete reality of mediation itself and produces am odeo ft hought thatd oes not denyt he real, but focuses on how representations are themselvesr eal even while they try to make us believet hat their reality,t he reality in which we live,i sa lways somewheree lse.⁵⁸ There is ac lose relationship between the baroque major strategya nd Kantian philosophy. Kant'se pistemology and the major strategy share as imilar uneasiness with the connections between the world as it is giventous, the world as we -intellectuallya nd morally -compose it,a nd our role in the transition from one to the other.H istorians and philosophersa like have traditionally stressed the differences between the baroque major epistemological strategy and Kantian critique,n eglectingw hat they have in common: the problem of a subjecto fk nowledge whose cognitive faculties are limited or somehow determined by appearances.
This common ground renders the supernatural characters and settingst hat are an intrinsic feature of the seventeenth-century French fairy tales not onlya product of baroque aesthetic strategies,but alsoc ulturalf orerunners of the Enlightenment'sd iscourses on knowledge,m orality and politics. In other words, exploring the context in which literaryf airy tales emergedc an help uncover the conditions of possibilityfor the Enlightenment,thatis, the cultural transfor- Egginton, TheT heater of Truth, .  Egginton, The Theater of Truth, .D eleuze apparentlye nvisioned an analogous account of this baroque strategya sh es tatest hat "the essenceo ft he Baroque entails neither fallingi nto nor emergingf romi llusion but rather realizing something in illusion itself." See Le Pli, . mations thatcontributed to make the Enlightenment at hinkable or conceivable intellectual project.⁵⁹ Kant'sproximitytothe baroque major strategy, for example, is most evident in his ethics.⁶⁰ In Kant'sview, we can onlybeacting morallyifweare acting autonomously, that is, freefrom the heteronomous influences of our experience of the world of appearances.⁶¹ The onlyway we can hope to act morally, then, is to purge the maxims of our actions of anyr eference to non-moral incentivest od o one'sduty,such as individual desires.Hencethe categoricalimperative (kategorischer Imperativ): act onlyi ns uch away that the maximo fy our actions can be made into auniversal law("handle nur nach derjenigen Maxime, durch die du zugleich wollenk annst, daß sie ein allgemeines Gesetzw erde").⁶² Kant'sc ertainty that we inhabit aworld of appearances leads him to conclude that the onlypossibility for human freedom is aradical submission to the moral law, which takes the form of an imposition of universal conformity on the maxims of our actions.⁶³ In Kantian ethics, the appearancese mbeddedi no ur feelings and desires must always payu ltimated eferencet ot he reality of moral duty.The merveilleux narratives that compose literary fairy tales similarlyr earranget he world and emancipate us from the tyrannyo fd eceptive appearances, but they do this by suspendingthe rules and constraints of reality.The narrativesofthe first literary fairy tales thus oscillate between the major and minor baroque strategies. The tension between both strategies in these fairy tales can be broughtt ol ight by simplyoutlining the aesthetic conventions that determine the merveilleux. Tzvetan Todorov has convenientlydefined the merveilleux by contrasting it with fantastic literature. Todorov observes that,whereas fantasticl iterature expresses a moment of hesitation between an atural( immanent,e mpirical, or scientific) and asupernatural(transcendent,intuitive,ormagical) explanation of narrative events, marvelous literature openlyassumesthe abnormalasnormal. According to Todorov,fairy tales are among the most widelyknown literary expressions of the merveilleux. The fairy tale is therefore "nothing but avariety of the marvelous The Wondrous Gender Revolution, or the Risea nd Fall of the Empireo fF airies in which supernaturalevents do not surprise us: neither the hundred years slumber,n or the wolf that talks, nor the magical gifts of fairies."⁶⁴ It must be noted, however,that the French conteurs and conteuses of the seventeenth century did not directlyinvent the characteristic wondrous and magical elements of theirliterary fairy tales. Their work represents an appropriation of a particularstorytellingtradition related to the oral wonder tale -Zaubermärchen or conte merveilleux -which was developed throughout Europe in many different forms duringt he Middle Ages. What is specificallyo riginal in theirt ales is the incipient secularized context (that is, the very waking of the Kantian separation between phenomena and noumena)i nw hich they wrotet hem. In order to cast its magical spell over its audience,t he merveilleux requires ap revious disenchantment of reality.T he historicalc onditions that determined the emergence of the merveilleux as al iteraryg enre are therefore similar to thoset hat Darko Suvin identifies at the origins of fantastic literature:
Fantastic fiction is entirely -and moreclearlythan other genres -a creature of history: everybody(fromWalter Scott on) agrees that it is not thinkable before overridingmythological or religious belief suffers an epochal political breakdown, as aconsequenceofwhich some of its aspects and elements become available for fictional manipulation. Itsbeginnings can be dated -at various times in various countries -to at ime when the bourgeois laicizing cleavage into natural vs. supernatural begins to dominatea tl east in the literatec lasses, and yett he alternative to realism is no longer straightforward allegory.⁶⁵ How did all this come about?Inthe culturalcontext of the late seventeenth century,s ome members of the French literate classes werea ware of the exhaustion of the principle of vraisemblance that ruled the aesthetic conventions of the time. The term vraisemblance,d espite the fact thati ti so ften translated to English as verisimilitude or plausibility,was quite far from indicating the likeness or resemblance of the artwork to truth, reality,o rf act. Vraisemblance was actually an ideological outcomeofthe ut picturapoesis⁶⁶ representational system that dominated artistic practices in earlym odern Europe. This system favored analogy or allegory over direct reference. Imitation (μίμησις)w as considered artful only when it rendered both ar ecognizable and distant world. On this aesthetical premise, vraisemblance was understood at least in threed ifferent ways:f irst, as ar efusal of the moral chaos of history for the praise "of an ideal world in which right always triumphs over wrong;" second, as the "codification" of what was publiclyt aken for "good or common sense";a nd third, as ar eal attempt of perfecting "individual species" in accordance with a "true original."⁶⁷ At first glance, the threefacets of vraisemblance do not necessarilypreclude the merveilleux. An artwork was vraisemblable not because it reproduced reality in ar eferential sense, but because of its adequacy to ar estricted set of ideological parameters. The merveilleux,h owever,r ules out vraisemblance as it transforms conditions which are contrary to "facts" into the "facts" themselves. In the caseofthe primal contes de fées, vraisemblance was transgressed and undermined by the self-conscious and playful use of supernatural characters and scenarios, which counteracted the reduction of verisimilitude to the ethical, social and political codes accepted by the dominant public opinion.⁶⁸ Lewis C. Seifert argues that the merveilleux in the French contes de fées implies "an estrangement of empiricallydefined reality" since "it is either an exaggeration of the real or an assertion of the impossible."⁶⁹ We can thus take the analysis of the culturalcontribution of the literary fairy tale to the modern structure of normative discourses one last stepf urther by establishingi ts nexus to the cognitive horizons of estranged literature.D arko Suvind istinguishes between two main forms of literaryprose: the naturalistic that painstakingly reproduces textures, superficies and relations which can be authenticated by our senses; and the estranged thatd isplaces ag iven event or object,s ituating it in an imaginary frame outside the known reality.⁷⁰ By means of estranged representation, we are able to recognize an object or asituation but,atthe sametime, we lose our familiarity with it.I no ther words, estranged narrativesr equiret heir readers to adopt some degree of detachment from their own social,p olitical and cultural contexts. In this sense, utopias, science fiction and fairy tales can be properlyc lassified as estranged narratives.⁷¹  Seifert, FairyT ales,S exuality,a nd Gender in France  -,  -.  Seifert, FairyT ales,S exuality,a nd Gender in France  -, .  Seifert, FairyT ales,S exuality,a nd Gender in France  -, .  Suvin, Darko, "On the poetics of the sciencef iction genre," CollegeE nglish . ():  -,  -.  Suvino riginallyd ismissedf airy tales as escapist narrativesw ithout anyc ognitive content (see "On the poetics of the sciencef iction genre,"  -). He later reconsidered his assessment of the fantastic and marvelous literary genres under the influence of Jack Zipes, thus acceptingthat " [t] he divide between cognitive (pleasantlyuseful) and non-cognitive (useless) does not run between S[cience] F[iction] and fantastic fiction but inside each -though in rather different ways and different proportions,f or therea re moreo bstacles to liberating cognition in the latter." Suvinh encec laims that the wondrous worlds created by fairy tales "can be seen as a spread of possibilities between the poles of as ubversion bringingo ut the social repressed […] The
The merveilleux radicalizes the use of fantasy -which Rosemary Jackson has famouslyd efined as a "literature of desire"⁷² -as it aims both to the displacement and transfiguration of our givenh istoricalw orld. Utopia thereforeh olds strongt iesw ith Fäerie. Our desire to create secondary and alternative realities arises, to al arge extent, "from our dissatisfaction with the primary world," as W. H. Auden once stated.⁷³ In similar terms, the surrealist writer Pierre Mabille implicitlyacknowledgesthis fundamental discontent at the roots of the merveilleux when he defines this genre as a "poetic and passionate tension" that,onone hand, synthesizes "the struggle of freedom against everything that threatens to reduce,d estroy or mutilate it" and,o nt he otherh and,e xpressest he perennial human craving for "exceeding the imposed limits" towards "ag reater beauty, ag reater power" and "ag reater joy."⁷⁴ In sum, the earlyF rench literary fairy tales, which weren ourished in the beaux esprits of baroque aesthetic strategies, fostered in turn an embryonic enlightened ethos within the boundaries of their marvelous realms.A sN ancy L. Canepa observes, the marvelous fairy tale is an ideal vehicle of expression for the utopian openness of baroque sensibilities, upon which everything -be it the individual or the society -" risks transformation into everything else, and anyg iven reality can assume am ultitudeo fa ppearances."⁷⁵ 2. L'Empired eF éerie as af airym anifesto tion of conteurs and conteuses,however,instigated an authentic culturalrevolution as they,inthe words of Jack Zipes, institutionalized the genre of the literary fairy tale "as an aesthetic and social means through which questions and issues of civilité,proper behavior and demeanor in all types of situations, weremapped out as narrative strategies for literarys ocialization, and in manyc ases, as symbolicalg estures of subversion."⁷⁸ The oral folk tale in France had actuallyn ot been regarded as worthye nough for being written down and circulateda mong the literate society until 1690.The conteurs and conteuses thus impelledadefinite changei nt he aesthetic configuration of storytelling whose scope can be summarized by comparingt he Germant erms thate ffectively express the difference between two major milestones in its modern evolution: the Volksmärchen (popular oral stories) were transformed into Kunstmärchen (artistic or literary stories).
It has been proved beyond anyd oubtt hatt he fashion of literaryf airy tales in France rose from the insightfuld ebates and rhetorical games that flourished in the salons littéraires that weresponsored by French aristocratic women during the reign of Louis XIV.Women aristocrats, who livedr estrained in highlyr itualized courteous manners, werealsodeprivedofaccess to schools and universities. In order to overcome the isolation that resulted from these gender codes,t hey organized social gatherings -which werec alled salons after the domestic space in which they took place -wheret heycould freelydiscuss artistic, scientific, philosophical or social novelties,a sw ella st opics such as marriage, love and freedom that wereimportant for them.⁷⁹ Although men and women alike attended these meetings,the latter playedthe most important role in them. The salonnières chose the guests, programmedt heir activities and decided the general subjectand mood of the debates.The salons represented in this wayinformal institutions whose culturala nd political influencew as quite significant.⁸⁰  Zipes, FairyT ale as Myth, .  Duringt he eighteenth century,the term word 'sallon' was used onlyw ith architecturalc onnotations.S ee Louis de Jaucourt, "Sallon," in Encyclopédie ou Dictionnaire Raisonnéd es Sciences,des Arts et des Métiers (Neufchâtel: Samuel Faulche, ) :.The nineteenth century historiographym ust henceb ec redited for conferringt he term its current social meaning. See Edmond and Jules de Goncourt, La Femme au Dix-Huitième Siècle (Paris:C harpentier, )  ff.  Montesquieu ironicallya ttests the scopeo ft he influence of the salonnières,a sh ea ccuses them of havingconstituted "astate within the state." See Lettres Persanes [], ed. Paul Vernière(París:G arnier, )L ettre .Ont he rolep layedbyt he salons and the salonnières on the rise and consolidation of Enlightenment,s ee also Dena Goodman, TheR epublic of Letters: ACultural Historyo ft he French Enlightenment (Ithaca: Cornell University Press, ).
The Wondrous Gender Revolution, or the Risea nd Fall of the Empireo fF airies
The salons paidh ight ribute to wita nd creativity in conversation. It is not surprising then that towardthe last third of the seventeenth centurythe oral recitation of embellished versions of the old folktales became an acceptable jeux d'esprit in the courtlys ociety.⁸¹ Generallys peaking, the salonnières were also known as précieuses preciselyb ecause they tried to develop a précieux manner of thinking, speakinga nd writing that signaled and celebrateda mong their peers their unique -and neglected-intellectual talents.⁸² The product of such amanner of thinking -the préciosité -also required smallness in form. The pré-ciosité thus maps the constrained worldofupperclasswomen right onto aform which is likewise miniaturized. Just like court life, the préciosité celebratesaform of witi nw hich al ot is made of al ittle.
A précieux was thus expected to be capable of transforminge vent he most banal -for example, the popular contes de vielles⁸³-into something exceptional and dazzling. Under the auspices of the précieuses the oral folktales weretransformed, as Claire-Louise Malarte-Feldman observes, into "asociety game in literature," that is, "an act of literary prowess" which aspired to push the art of verbal communication up to its ultimatep erfection.⁸⁴ It wasi nt his context that, in 1690,M arie-Catherine le Jumel de Barneville, comtesse d'Aulnoy,r adically changed the history of literature when she published the first fairy tale in the modernsense of the word, "L'Île de la Félicité," which was part of her novel Histoire d'Hipolyte, comte de Duglas. Madame d'Aulnoy should also be credited for naming the genre, as in 1697 she publishedacollection of stories titled Les Contes de Fées,w hich wasf ollowed in 1698 by another compilation titled Contes Nouveaux,o ul es Fées àl aM ode.
In aseminal article on the origins of the literary fairy tale publishedin2005, Allison Stedman describes "L'Île de la Félicité" as ag enuine "Fairy-Tale Manifesto." Stedman contends that,t hrough her path-breaking literary narrative, d'Aulnoy taught "an intimate circle of salon authors to recognize the interpolat- The popularity of fairy tales in Versailles is confirmed, for example,inaletter datedonA ugust ,  (amongmanyother sources), in which Marie de Rabutin-Chantal, marquise de Sév-igne, informs her daughter,the comtesse de Grignan, about a soirée devoted to discuss the joys and woes of "aprincess morebeautiful than day" wholived in "agreen island" in the company of fairies.S ee Marie de Rabutin-Chantal, marquise de Sévigne, Lettres,ed. Gérard-Gailly( Paris: Gallimard,  -), : -. ed fairy tale'sc apacity to comment on contemporary reality."⁸⁵ As an arrative framed within another narrative, "L'Île de la Félicité" showed the salonnières that "fairy tales weren ot merelya musing stories isolated from the reality in which they werec reated," but "ap owerful new literary enterprise" thath ad the potential "to engagea nd even to transform the sociopolitical climate of late-seventeenth century France."⁸⁶ D'Aulnoy used the characteristic jeu d'illusions of baroque literature⁸⁷ to transform Hipolyte (that is, the protagonistofthe novel) into the diegetic author of "L'Île de la Félicité" and, even more, to let him use the fairy tale as acomment on his own social situation and personal dilemmas. In the novel, Hypolite, who is in lovewith Julie, tells her the parallel story of the unfortunate lovers Adolphe and Felicité as awarningabout the potentiallynefarious consequences of getting obsessed with the conventional notions of virtue and duty.⁸⁸ Stedman claims that d'Aulnoys howed in this wayh er salon peers that fairy tales weree ffective instruments for criticizing the prevalent values at Louis XIV'sc ourt "without engagingi na no vert critique likelyt oe xpose the author to censorship or imprisonment."⁸⁹ Iw ould like to take Stedman'sa rgument one step further by asserting thatt he most radical political manifesto of the counteses was not uttered in theirliteraryfairy tales, but it was rather embodied in the symbolic signification of fairies themselves.
Fairies werenot the onlymagicalcreatures in the folktale repertoire, whichas everyone knows -is equallyc rowded, just to mention af ew examples, with elves, goblins, ogres, giants and talkinga nimals. Such an astonishingd iversity is reflected in Madamed'Aulnoy'smarvelous contes. She placed anotorious emphasis on fairies though.The undisputable authority of fairies in the realms of wonder is announcedinthe very title of her collected stories:in1697,the expression Contes des Fées could have been taken to mean "tales about fairies."⁹⁰ D'Aulnoy characterized fairies with quite different features.T hey are good or evil, compassionateo rv engeful, peaceful or petulant.I n" La Chatte Blanche" ("The White Cat")t hey are described, for instance, as "strange" and cruel crea- The Wondrous Gender Revolution, or the Risea nd Fall of the Empireo fF airies tures that possess immense wealth, travel "more magnificentlyescorted than the great queens of the universe" and are leaded by afairy called Violente (who certainlylives up to her name).⁹¹ In "Finette Cendron" ("Ingenious Cinders"), on the contrary,the fairy Merluche is depicted as am ighty,a ffluent,cunninga nd generous woman who is honestlyc oncernedw ith the wellbeing of her goddaughter.⁹² Violente, Merluche and the rest of the fairies, however,h aves omething in common: they are all powerful women.
María del Carmen Ramón Díaz has cleverlye ncapsulated the profile of D'Aulnoy'sf airies in just one phrase: "They are queens in aworld wheree verything is possible."⁹³ Theo rigins of the French term fée can be traced up to the Latin words fatum (destiny)a nd fari (to speak).⁹⁴ Fata -the plural for fatumwas vulgarized in folklore as fae,asingular feminine noun which designated afemale deity -a goddess of destiny -endowed with mysterious magicalpowers whose sourcew as not connected with anyp articular religion or mythology. In Madame d'Aulnoy'sstories (and thoseofher précieux cohorts), the fairiesvindicate and proudlywield this ancient symbolism of female power over human destiny.
The authority of fairies soon transcended the textual limits of the wondrous stories over which they ruled and, in aunique caseofmetonymy, was expanded to encompass their authors. In this sense, the literary fairy tales that werecreated by the précieuses entail ar adical exercise of the minor baroque strategy through the identification of their authorswith the object of the narration rather than with the position of the narrating subject -an identification that enabled them to challenget he patriarchal hierarchies of the courtlys ociety as fairies who werebeyond the power of Louis XIV and his minions by simply acknowledging that both the court and the contes de fées are domainsofappearances where reality is always structured on its multiple representations.
In 1698, for example, Madame de Muratpublished Anguillette,astory whose hero was "ad irect descendant of the famous Princess Carpillon and her charm- ing husband."⁹⁵ La Princesse Carpillon was published by Madame d'Aulnoy on the spring of that same year,⁹⁶ so Madame de Murat specifies that the story of the illustrious ancestor of her character "has been told by am odern fairy, even more learned and more polite than those of antiquity."⁹⁷ Ay ear later,M adame de Murat developedt his analogyf urther,t ot he extent of dedicating her HistoiresS ublimes et Allégoriques to the "Modern Fairies." Accordingt oM urat, the activities of the "Ancient Fairies" (anciennes Fées)w ere "low and puerile," interesting onlyt o" servants and wet-nurses." The business of Ancient Fairies consisted basically in "sweepingn icelyt he house,p uttingt he pot on the fire, doing the laundry, rockingt he children and puttingt hem to sleep, milking cows,c hurning butter,a nd at housand otherm iserable thingso ft hatk ind." The magic of Ancient Fairies was also limited, as they could onlym ake people "cry pearls and diamonds, sneeze emeralds and spit rubies," or transform themselvesi nto other creatures to "frighten children and feeble minds."⁹⁸ Murat,o n the contrary,e ulogizes the "Modern Fairies" (Fées Modernes)w ho personified the conteuses in the following way:
Youa re onlyc oncerned with great things,t he least of which aret og ivew it to those men and women whoh aven one, beauty to the ugly,e loquencet ot he ignorant,r iches to the poor and clarity to the darkest things.Y ou area ll beautiful, young, well-formed, nobly and richlyd ressed and housed, and youl iveo nlyi nt he courts of kings,o ri ne nchanted palaces.⁹⁹ This praise of Modern Fairies concludes with Murat identifying her own authorial voice with them: "Io ffer yous ome Tales in my own style which, however feeble or incorrect mayb e, will all the samep ersuade yout hat there is no one in the Empire of Fäerie [Empire de Féerie]w ho is moret rulyd evoted to you."¹⁰⁰ She situates herself in the kingdom of fairies because some salonnières werea ctuallyg iven thatt itle, Fée.¹⁰¹ The fées mentioned in Murat'sd edicatory can therefore be read as magical femalec reatures who performed supernatural deeds within the frame of tales; or as storytellers who performed them outside the text by means of narrative.I ne ither case, as Lewis C. Seifert astutelyo bserves, Murat'sd escription of the fées modernes "is both af latteringp ortrait of the conteuses and an attribution of the powers of fairies to the conteuses -a wish-fulfilment for discursive powers."¹⁰² In sum, the conteuses weretransformed in fées,and fées in turn empowered the counteses,a midst the characteristic baroque destabilization of identities for loveo fm etamorphoses.¹⁰³ Fairies weret hus aw itty -précieux -artifice for expressingu topian hope in ab etter future. The first vogueo ff airy tales remade folklore in order to create ad iscursive counter-reality to the rise of Absolutism and the implementation of growingbarriers against women in the public sphere. In other words, the first literaryf airy tales created "an imaginary compensation for particularlived constraints in the present," as Lewis C. Seifert depicts the reformist -or even revolutionary -substratum that animates the work of the early conteurs and conteuses.¹⁰⁴ The baroque minor strategythat subverted the hierarchyb etween essences and appearancesw as particularlyu seful for denouncing the wretchedness of Louis XIV'scourt,wherenogenuine love, no emancipation, no compassion or tenderness of feeling was suitable.¹⁰⁵ These legitimate human desires wereo nlyp ossiblei nt he realm of impossible, that is, in the marvelous domaino ff airies.
In all of Madame d'Aulnoy'stales, for example, the absolutepower over men and women resides in fairies, not in the church or the state.¹⁰⁶ The fairies determine what the quality of beauty and virtue means, and the women who they protect or instruct exercise political and sexual agency not onlybeyond the limits of courtlylove, but alsoexceedingthe passivity to which women weretraditionally condemned.¹⁰⁷ These narrative features are evident in the two stories thath ave been mentioned before -"La ChatteBlanche" and "Finette Cendron." In both of them, fairiesa nd women are the ultimatef orces that bring about harmonya nd reformation to corrupted courts.
 Seifert, FairyT ales,S exuality,a nd Gender in France  -, .  On the roleo fi nstability and metamorphosis in baroque literature, see Rousset, La Littér-atured el ' Âge Baroque en France,  ff.  Seifert, FairyT ales,Sexuality,and Gender in France  -, .Mary Elizabeth Storer holds asimilar thesis on the social and culturalmilieu that favouredthe production of fairy tales in the late seventeenth-century France. See Un Episode Littéraired el aF in du XVII Siècle: La Mode des Contes de Fées,  - (Paris:C hampion, ) .  Zipes, When Dreams Came True, .  Zipes, FairyT ales and the Art of Subversion, .  Seifert, FairyT ales,S exuality,a nd Gender in France  -,  -.
"La Chatte blanche" tells the story of aqueen who, unable to resist her desire for fruit growingi nagarden belongingt of airies, promises them her unborn daughter in exchange. Later,w hen the princess refuses to marry the fairies' nephew, they changeh er into aw hitec at.¹⁰⁸ "Finette Cendron" features am alicious queen and ak ind-hearted -yetr eckless -king who, after unwisely wasting the whole treasure of the kingdom, conceive the fateful plan to abandon their three daughters in aforest.¹⁰⁹ The conflicted plot of these stories confronts sheer lust for wealth and power as destructive forces while suggesting that the natural flow of feelings thato nlyw omen can provide is the key to attain and maintain utopia. Both the Cat-Princess and FinetteCendron heal through compassion and sincerity the wounds causedb yt he strugglingu pper classes in their quest for recognition and power.The Cat-Princess distributes her wealth among the miserly father and the arrogant brothers of her future husband, thus promptingt he reconstitution of their broken familyb onds. FinetteC endron forgivesb oth the abandonment of her parents and the mistreatment she suffered from her sisters. Their ideal kingdoms are thus counterposed to the real realm of King Louis,for it is onlyt hrough the feminine "magic touch" that the basic standards of civility can be maintained.¹¹⁰
The imaginative vindication of fairies was,inthis sense, apolitical objection to Absolutism. The wondrous realm of fairies expressed aphantasmatical dream, but such ad ream revealedt hat King Sun'sw orldlyk ingdom was no splendid paradise. The conteuses -and, to alesser extent,the conteurs -resisted through l'Empire de Féerie the power of Louis XIV and the Catholic Church. Jack Zipes interestingly highlights that most of the major fairy-tale writers werei nt rouble with the hegemonic powers of their time.¹¹¹ Madamed ' Aulnoy, for instance, after an unsuccessful attempt to escape an unhappy marriageb yi ncriminating her husband in a lèse-majesté plot,was punished with ab rief imprisonment in La Conciergeriea nd banished from 1670 to 1690,w hen she finallyr eturned to Paris and established once again numerous contacts among the courtiers.T he first published work of Madame de Murat, Histoire de la Courtisane Rhodope (1694), was deemed as al ibel against the court, so she was forced her to abandon Paris and settle herself in the provincial city of Loches until the death of Louis XIV,in1715. Even Charles Perrault,who loyally served the King SunasContrôleur des Bâtiments de Roi during the whole life of his protector,Jean Baptiste Colbert,fell in disgrace in 1683and subsequentlyopposed royal culturalpolicies until his death in 1701. This is not,h owever,t he whole story of the origin of literary fairy tales. Baroque aesthetics embodied formidable liberatingf orces, but also instituted -in the insightful words of José Antonio Maravall -a guided and conservative culture.¹¹² "What we praise as our classical fairy-tale heritageh as a 'dark' side to it," writes Jack Zipes.¹¹³ This means that while the forgotten conteuses can generallyb ec onsidered heroines of the baroque minor strategy, under the aegis of the major strategyf airy tales stillo perate ideologicallyt oi ndoctrinate individuals so thatthey will conform to dominantsocial standards thatare not necessarilyestablished in their behalf. There are manys ubversive signs in the works of the conteuses,but they alsocompromised themselvesunder great social pressure to give more expression to male needs and hegemonythan to their own.¹¹⁴ In the next section Iwill thereforea ddress how Charles Perrault,the only conteur that surmounted the oblivion imposed by neoclassicism over the seventeenth-century European culture, became the grand master of the major baroque strategyt hat has entranced the minds of innumerable generations with the promise of opportunity and fulfilment to be had in the future for the little price of servingt he interests of the hegemonic elites in the present.¹¹⁵
Charles Perrault: our( only) conteur
Women werep articularlya ctive in the primeval development of literary fairy tales. The first generation of fairy-tale writers was formed by seven women and nine men. The conteuses authored two-thirds of the fairy tales published from 1690 to 1715:7 4out of 114.¹¹⁶ Onlyone conteur,h owever,has been credited with the innovation and earlydevelopment of French literaryf airy tale: Charles Perrault.I n1 697 -long after Madamed ' Aulnoy had made public "L'Île de la Fé- licité"-Perrault published his most famous work, the anthologyoffairy tales titled Histories ou Contes du Temps Passé (also known as Contes de ma Mèrel'Oye because of the label printed on its frontispiece), which includes the following stories: Le Petit Chaperon Rouge ("Little Red Riding Hood"), Les Fées ("The Fairies"); La Barbe Bleue ("Bluebeard"), La Belle au Bois Dormant ("Sleeping Beauty"), Le Maître Chat ou le Chat Botté ("Puss in Boots"), Cendrillon, ou la Petite Pantoufle de Verre ("Cinderella"); Riquet àl aH ouppe ("Ricky with the Tuft"), and Le Petit Poucet ("TomT humb").
OnlyP errault'ss tories seem to have passed George Orwell'su ltimate test of literarymerit: historical survival as "an indextomajorityopinion."¹¹⁷ How could this happen?
Perrault'scontribution to the development of the literary fairy tale is an unusual one because, as Jack Zipes pointsout, "he is often givencredit for creating the voguewhen it was really the talented femalewriters who founded the genre and playedam ore dynamic role in establishing the fairy tale to subvert the more classical genres."¹¹⁸ It is true thatMadame de Murat'sa nd Madame d'Aulnoy'st ales, for example, are usually intricate and contain lengthyc ourtlyd iscourses about proper manners and virtues, while Perrault'ss tories are written in as imple style that makes them highlyr eadable texts.T his is not,h owever, asatisfactoryexplanation for the virtual disappearance of the conteuses' stories from Western culturalhorizons. Perhaps, as Zipes suggests, Perrault -who wasa memberofthe Académie Française -has receivedmoreattention in Western civilization for acomplex of reasons thathavenot been indifferent to "the fact that he was amale writer with an established name and thathewas amore polished and acceptable writer than the femalew riters of fairy tales -and also all the other men."¹¹⁹ Jacob and Wilhelm Grimm, for example, openlydeclare their admiration for Perrault in the prefaceofKinder und Hausmärchen'sfirst edition (1812 -1815). In their view,t he superior artistic merit of Perrault resided in his "innocent and simple" style, which allegedlyp reserved the purity of folk stories.B yc ontrast, they call the conteuses d'Aulnoy and Murat "inferior imitators" of Perrault -despite the fact that it was d'Aulnoy who reallyi naugurated the vogueo ft he The Wondrous Gender Revolution, or the Risea nd Fall of the Empireo fF airies French literaryfairy tale.¹²⁰ Regardless their declared commitment to the authenticity of the spirit of the German people, it seems that the Grimm brothers were more concerned with reproducing patriarchal privileges than with actual historical accuracy.
The admiration that the Grimm brothers professed for Perrault has significant social and cultural ramifications. Perrault was ar espected polemist who took part on almost every intellectual debate of his time. He was in fact responsible for launchingthe Querelle des Anciens et des Modernes on January 27,1687, after his poem Le Siècle de Louis le Grand was read in the AcadémieF rançaise. Dan Edelstein has brieflyrecapitulatedthe spirit of this poem in terms of abinary opposition: Perrault combined in it "ad isparaginga ttitude toward the Ancients" with an "unlimited praise of the Moderns."¹²¹ The poem was published later that year and was followed by the four volumes of the Parallèle des Anciens et des Modernes en ce qui Regarde les Arts et les Sciences. Amongother educated men, Nicolas Boileau-Despréaux and Jean Racine decided to answer Perrault's challengea nd sided with the Ancients. Perrault (obviously) entrenched himself behindt he Moderns. Almost every French intellectual figure of the agep articipated in this fray.Edelstein convincingly argues that the Quarrel is criticallyimportant because "it openedu paperiod of intense self-reflection in which the present was thoroughlys tudied and contrastedw ith the past." It was through this process of comparison, he suggests, that "the narrative of Enlightenment was fashioned."¹²² What does being modern meant for Perrault?I no rder to fulfil the ideal of modernity,itwas necessary for the individual not onlytohold apositive attitude towards cience,¹²³ but alsot od evelop ac ontinuous exerciseo fgalanterie and politeness.¹²⁴ Perrault hence considered fairy tales au seful instrumentf or educating youngmen and women in accordance with modern moeurs. In his preface to Contes en Vers,hecompared the fables of the Greeks,the Romans and Jean de La Fontaine with his own fairy tales, claiming that the latter attest to humanity's progress and are more suitable for modern societies because they express Chris- tian rather than pagan values.¹²⁵ Perrault resortedtot he fairy tales for the most part to express his views about young people and to preparet hema ccordingly for the roles that he idealisticallyb elieved they should playi ns ociety.Though his tales still courted favorp rimarilyw ith adults, they alsoa re intended to provide models of behavior for the rearingand schooling of upper-class children.¹²⁶ In Perrault'so wn words:
As frivolous and bizarrea st hese Fables can be in their adventures, it is certain that they inspirei nC hildren the desiret ob el iket hose whomt hey see become happy and, at the same time, to fear the miseries into which the wicked fall because of their wickedness. It is praiseworthyofF athers and Mothers,when their Childrena re not yetcapable of tasting solid truths stripped of all adornment,tolet them likethem and, if it can be said, to make them swallow them [les leur faireavaler], by insertingthem into tales that aredelightfuland in proportion to the vulnerabilityo ft heir age.¹²⁷ Perrault'sm odern pedagogic agenda is reflected in the wayinwhich he used in his fairy tales the baroque major strategya sanarrative device. While Madame d'Aulnoy and Madamed eM urat ironicallya ffirmed l'Empire de Féerie as their main reality (consequentlyu ndermininga nd subverting the powers of the King and the Church, which had no jurisdiction over fairies), Perrault justified his work as storyteller by claiming that his "trifles of stories" (bagatelles)w ere not "pure frivolity" because they contained "auseful moral lesson" (une morale utile).¹²⁸ Thus, accordingtoPerrault'sexplicit authorial intention, behind the delightful appearance of his fairy tales -which are meant to be truthful préciosités -an entirecode of conduct is hidden. Perrault himself stressed the baroque origin of his tales by comparing their "playful narrative" (récit enjoué)with an "envelope" which encloses its true meaning: taste (bon gôut), moral( moralité)a nd accepted standardso fb ehavior (moeurs).¹²⁹ At the time in which Perrault published his tales, the decline of the feudal nobility had led to the formation of an absolutist aristocracy which had graduallya bandoned the permissive social codes of medieval courtoisie for more  See Charles Perrault, "Préface," in Contes de Perrault [ -], ed. Gilbert Rouger (Paris:G arnier Frères, )  ff. It must be notedt hat Griselidis (), Les Souhaits Ridicules ('The Foolish Wishes,' )and Peau d'Ane ('Donkey Skin,' ) -published for the first time together in  -have been usuallycollected in asingle volume titled Contes en Vers. See also, by the same author, Parallèle, : -.  Zipes, FairyT ales and the Art of Subversion, .  Perrault, "Préface," .  Perrault, "Préface," .  Perrault, "Préface,"  -.
The Wondrous Gender Revolution, or the Risea nd Fall of the Empireo fF airies restrictive requirementso fa ppropriate social behavior.T he culturalc odes that effectively differentiated the aristocracy from the lowersocial classes wereincorporated in the concept of civilité. These codes were referred, for example, to specific dressing styles or the displayo fp roper manners in particulars ituations, such as eating with cutleryo rr epressing bodilyf unctions in public.¹³⁰ Such aturninlanguage -from courtoisie to civilité -is not merelyincidental as it impliesat ransferenceo fd istinctive courtlys ocial features to the rising bourgeoisie or,i no ther words, an expansion of the court to the entire civitas (or to the bourgeois society at least).T his culturalm ovement worked in both directions, as the manners of the old homme courtois were refined to suit the bourgeois virtueso fh onesty,d iligence, responsibility and frugality that,i n turn, defined the homme civilisé. This way, as eries of style conventions, rules of treatment and standards of expression of emotions werec onstituted in the common heritageo fb oth social classes.
Charles Perrault'sfairy tales were consciouslywrittenasdevices for promoting and spreadingt his aristocratic-bourgeois civilité. The standardso fp roperly acceptable behavior provided by Perrault'ss tories are clear-cut differentiated on genderbases: domestic industry and self-sacrifice for girls; courage, competitiveness and acquisitiveness for boys.¹³¹ ForP errault,t he ideal femme civilisée should be like Cendrillon.¹³² In Perrault'sversion of the story,awealthywidower marries ap roud and haughty woman as his second wife. She alreadyh ad two daughters, who weree quallyv aina nd selfish. He also had ab eautiful young daughter by his first wife, who was ag irl of unequalledv irtuousness and sweet temper.U nfortunately, virtue did not payi nt his case: the stepmother and her daughters forced her into servitude. With the help of her Fairy Godmother,h owever,C endrillon married the Prince of the land.T he first moral of the story indicates thatawoman must be endowedw ith equal doses of beauty (beauté)a nd gentle grace (bonne grâce)i no rder to ensure ac onvenient marriage.¹³³ The second moral of the story interestingly mitigates the first one by suggesting that,e vent hough it is ag reat advantage to have "intelligence, courage, good breeding,a nd common sense," without the blessingo fagodfather or ag odmother these talents mayf ail to bring success.¹³⁴ Perrault likewise asserts that the homme civilisé requires industry (industrie), wit (savoir-faire)a nd suitable dress (habit), countenance (mine)a nd youth (jeunesse), in order to achieve success as the MaîtreC hat did.¹³⁵ The actual hero of Perrault'sstory is Maître Chat,who needs to dress the proper implements (a pair of bootsand apouch) to servehis master.¹³⁶ The cat is, as Jack Zipes argues, the epitome of the educated bourgeois secretary who serves his masterwith bothdevotion and diligence.¹³⁷ He has such correct manners and wit thatheactually impresses (and deceives) the king,while using his intelligence to dispose of an ogre and arrangearoyal marriagef or his low-born master.H ec an thereforee nd his career by becomingagrand seigneur who never again runs after mice but for his diversion. In Perrault'su nderstanding of aristocracy,t ob ecome an oble means preciselytocease consideringeating as amatter of survival and regard it instead as ap retext for entertainment.¹³⁸ Perrault'ss tories thus displayahumorless series of instructions to achieve worldlysuccess behindafaçade of witty and elegant humor.Their structure follows the lines of what Ih aveb een calling the baroque major strategy,which involves the promise of presencejust beyond the veil of mediation.¹³⁹ The pedagogical intention that moves the stories can be dismembered in twomoments: first, the narrative shows the appearances of social life thath ampert he path toward power and recognition; second,t he morals indicate the means to unveil these appearancesi no rder to achieve real power and recognition.
Perrault is akey historical figure in the institutionalization of the fairy tale as an ormative discourse inscribed in Western nomoi. He reallyi so ur conteur: his voice has transcended the salons and is still heardi no ur everydayl ife. His main legacyi st he enforcement of ap atriarchal codeo fcivilité to the detriment of women, even though women were originallythe major writers of fairy tales.¹⁴⁰ His stories,however,cannot entirelyescape the ambivalenceofthe baroque fairy magic. We can undoubtedlyread the feats of MaîtreChat,for instance, as mirror  Perrault, "Le MaîtreC hat ou le Chat Botté," in Contes, .  Perrault, "Le MaîtreC hat ou le Chat Botté," .  Zipes, FairyT ales and the Art of Subversion, .  Louis Marin, "Puss-in Boots:P ower of Signs.S igns of Power," Diacritics . ():  -, .  Egginton, TheT heater of Truth, .  Curiously, Perrault'st hreev erse tales,a long with the poem titled Apologie des Femmes ()w erei ntended as ad efense of women against Boileau'sm isogynist satires. Perrault tried to justify the convenienceo fe xercising onlyj usta nd limited authority over women. His works thus expose the discursive setup embedded in patriarchal ideologies:whenever they pretend supporting the emancipation of women, they actuallyreinforcetheir oppression as they resist acknowledgingt he equality between womankind and mankind.
The Wondrous Gender Revolution, or the Risea nd Fall of the Empireo fF airies untarilyc ast into one of Borges' stories.What Sohm's( neo)baroque appropriation and recreation of Pinocchio'sa dventures shows us -surprising as it may be to find it in an encyclopedia -is that literaryfairy tales are a living tradition still open to alternativesand, therefore, capable of fosteringutopia. Let us think, for instance, in the subversion of the Perraldian corpus accomplished by Angela Carter in her much quoted and celebrated anthologyofcontemporary fairy tales titled TheBloody Chamber.¹⁵² The variations of classicalfairy tales carriedout by Carter have been possible because the conteuses and the conteurs could not impose anyi deological closure over their creation: theirs tories are being told and (re)told today, and they willu ndoubtedlyb et olda gain tomorrow,i naplayo f desire and anticipation that willgoonaslong as human beingsr emainhopeful about af uturet hat per definitionem is not alreadyfinished, but always involved in the processo fbecoming.
Walter Benjamin pointed out that oral folktales embodied an earlycall of humanitytooppose insolence and craftiness against the oppressive forces of myth. Benjamin compellinglyargues thatfairy tales have remained until todayasguidance for children because they counselled once the entire humanity.Thesef irst teachers of humanity, suggestsBenjamin,nowadays have become the governors of our ingenuity under its most constructive and encouragingc onnotation, that is, as aw ordt hat can either be tracked back to the Latin expressions ingenium (mind, intellect) or ingenuus (born free).¹⁵³ As folk and fairy tales speak to our desires to escape the dull and frequentlyc ruel confines of the ordinary,E rnst Bloch similarlyp erceivedi nt hem an effective utopian anticipation of the "earliest kind of Enlightenment" thatr elies upon the three main imperativeso f Fäerie: "consider yourself as born free and entitled to be totallyh appy,d aret o make use of your power of reasoning," and "look upon the outcome of things as friendly."¹⁵⁴ Iw ill conclude this essay, after Benjamin'sa nd Bloch'sr eflections,b yd ubbing the French baroque literaryfairy tales as "hodiernos," abeautifulold-fashioned Spanish adjective which means "that which concerns today." The meaning of hodierno is slightlydifferent from that of "moderno" (modern), which denotes "that which belongst ot he times of the speakero rarecent epoch." Fairy tales continue to concern us todayb ecause we createj usticed ay after day: in this sense, anyone can transformanindividual into atoad by acting unjustly, or converselyt ransformatoad into ah uman being by recognizingh is or her inherent dignity.The baroque literary fairy tale, in sum, concerns us todayb ecause it is worth re-telling: even the mocking path of Pinocchio, after its last (minor)baroque turn, can be revealed to be our true path to justiceamidst the instable boundaries of nomos.
The Wondrous Gender Revolution, or the Risea nd Fallo ft he Empireo fF airies
